"Once upon a time, Santos was reading about the Sahuayo zombies when…": Performances of (post)modernity and nationalism by Mexican zombies
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In a country where there has been a continuous and enormous effort to create a homogenous and stable national identity, 1 
Santo vs. the Zombies
Lucha libre is a form of professional wrestling in Mexico characterised by its vibrant and colourful masks and which spectacularly emphasises the use of locks and impressive aerial stunts. The most famous and emblematic wrestler in the history of the 2 sport is El Santo, El Enmascarado de Plata (The Saint, The Silver Masked Man). 2 He was a luchador (or wrestling character) created and performed by Rodolfo Guzmán Huerta who, in an astonishing display of commitment, played this role for over forty years. During this time, he rarely appeared in public without wearing his legendary mask and he guarded his secret identity fiercely (Levi 2008, 111-2) . The only time he removed his mask in public was in a TV interview in 1984, one week before his death.
After his demise, following his wishes, he was buried with his mask on. While the name of the man beneath the mask is largely unknown by fans and the general public, the name El Santo is immediately recognised by Mexicans of all ages and social classes. His iconic figure still serves as the template of all successive wrestlers and it is firmly inscribed in the collective imagery of most Mexicans. Guzmán's fame and legacy however, were not cemented through his exploits in the wrestling ring, but in a series of 52 movies that were produced between 1958 and 1982. In his first two films he only appeared as an incidental character and a sidekick to another wrestler. However, in his third film, Santo vs. the Zombies (Santo contra los Zombis), he is the central character, playing "himself" (a professional wrestler) who is tasked with the duty of fighting evil. This takes the form of an evildoer/mad scientist who uses a concoction of technology and stolen knowledge (he kidnaps a professor who is a specialist in Haitian rituals) to raise a zombie army. These zombie minions are sent to commit a series of jewellery thefts, which they can do rather effectively as they are able, amongst their other traits, to withstand bullets. Santo is asked to investigate the disappearance of the missing professor and to fight the zombies, which he does both inside and outside the wrestling ring.
As with all Santo movies, the production values mirror those of Hollywood Bgrade movies. There are several significant plot holes, the acting style is exaggerated and unconvincing, and the special effects are basic. The emergence of the wrestling movies genre in Mexico belong to a historical era in which, as Schmelz points out, "the dream of the so-called golden age collapsed" (in Paz 2008, 84) . Due to a combination of lack of funding, the establishment of film industry monopolies and union disputes toward the end of 1950s, "quality" Mexican cinema became a rarity and began to be replaced with products of "inferior" value. At the same time, Mexico was experiencing an ideological, political and economical shift as its "predominantly agricultural economy was transformed into a manufacturing one, and [its] agrarian society began to make the qualitative leap into a typically urban one" (Vitali 2010, 143-4) .
In Santo vs. the Zombies, El Santo is the epitome of the movement towards such modernity. He is presented as a Batman-like figure with a number of gadgets, a secret lair and a sports car at his disposal. The sense of modernity is reinforced by the costumes worn by the characters, the presence of a female investigator and the portrayal of newly built avenues across Mexico City. The only thing that disrupts the urban sphere is the emergence of magical creatures that point to ancient and traditional knowledge. In this sense, it is possible to argue that the zombies that Santo fights in this movie function as indigenous signifiers: pre-Hispanic phenomena that no longer fit the modern way of living that he represents.
The zombies of this film are the result of an appropriation of voodoo techniques and thus anchored in an indigenous belief system. Although voodoo is not a Mexican indigenous tradition, its foreign nature may have allowed the filmmakers to take a more critical and negative stand against indigenous beliefs in general and portray them as diametrically opposed to El Santo's "enlightened" approach. El Santo's fight against these enchanted creatures is not only an act of heroism but also a clear endeavour to facilitate the construction of a Mexican national identity that rejects its indigenous roots.
Paradoxically, in Mexico the indigenous is often used to glorify the nation's past and to claim a sense of tradition and legacy, yet there is also "a discourse that casts the Indian and the Indian culture as not truly Mexican, but rather as impediments to the unification of the nation and obstacles to its political, economic and cultural development: in short, a threat to the nation's interests" (Morris 1999, 374) .
The zombies in Santo vs. the Zombies are empty vessels, manipulated thanks to the use of technology; they are able to drive, to fight, to wrestle in official matches in front of adoring crowds, to execute kidnapping ploys and to teleport themselves when they need to escape. As El Santo finds out towards the end of the film, without their "special" belts they become inanimate objects, nothing more than dolls without will or desire. In other words, the indigenous content signalled by the use of voodoo is assimilated within a new order provided by a mestizo identity, "transforming the indigenous both racially and culturally, thereby forging national unity and overcoming obstacles to development" (Morris 1999, 374) .
As the film career of El Santo continued, his mestizo quality was emphasized as he became more "modern". He began to wear suits and ties and his gadget collection improved (he eventually possessed a time machine, for example). Yet, the "protoindigenous" content present in his first fight against zombies would reappear as the plots of his movies became more chaotic and fantastic. He fought against women werewolves, Guanajuato-mummies, and journeyed to the land of the dead whilst undergoing openheart surgery in a film which uses actual footage of an open heart operation. Santo, and by extension Mexico's modernity, is enacted through the continuous suppression of a zombie (that is, of indigenous attributes). This is ultimately self-defeating, as indigenous traits of identity always resurface and problematize the "modern" stance of the mestizo identity. They are, in fact, the Mexican equivalent of the American "average Joe". They function as "traditional", stable referents to both the indigenous and the mestizo/modern registers of Mexican identity: registers that no longer seem to operate effectively at this particular historic moment. As such, Sahuayo zombies are expendable which is indicated by the way they are continuously used as cannon fodder: mutilated, ridiculed and even urinated upon throughout instalments of the comic strip. Here, the zombie works as an "other" The war of independence is one of the main originators of a shared sense of Mexican national identity. As such, the return of its heroes as zombies denoted overt accusation of the betrayal of its core ideas and principles. In other words, the trailer could be interpreted as a critique of globalisation and USAmerican political and cultural dominance. One of the ways in which Mexican national identity has been constructed is as a reaction against the USA. Morris notes the way in which "the humiliation, deprivation and oppression suffered historically at the hands of the USA provides a common foundation that strengthens the sense of national identity and imbues it with a shared sense of distrust toward the USA" (1999, 371) .
Moreover, in the years between the publication of El Santos' comic strip and the release of this trailer, there was a significant and concerted effort to highlight mestizo (upper class) iconographies and national identity foundational myths (Barrios 2001 ).
Yet, there are numerous elements in the trailer that extend beyond traditional mestizo approaches and strategies. There is, for example, the appropriation of a sci-fi format (the "disaster film") commonly found in Hollywood blockbusters but "completely absent from Latin America cinema" (Paz 2008, 99) , suggesting that the zombie here has During the last days, the whole country has focused its energy facing a virus.... A great number of people have been infected and many more have died.... The battlefront is Mexico and in this trench we are defending not only Mexicans, but also all human beings in the world that can get infected with this new disease. 9 Thus, swine flu works as a metaphor for the zombie virus. Having been placed at the centre of a global pandemic, Calderon reflects two new positions currently affecting Mexican national identity: one, the Mexican as a globalised being who is no longer only a passive receiver but who has now become an agent of change; two, the possibility and responsibility of Mexico acting as the safeguard of a global community.
The Cultural Memories of Walking Zombies
Shortly after appearing online, it was revealed that the trailer was bogus, and that there was no full length movie version of Zombies del Bicentenario. Instead, the trailer was values, it is highly significant that the meeting point for the beginning of this Zombie Walk was the Monument to the Revolution, and that it finished at the centre of the city, the Zocalo, "Mexico's most contested public space" (Martinez 2013, 190 
